The comic depicted on the cover is a detail from a faux film adaptation in Target Comics #1 (1940) , by Tarpe Mill.
on treating adaptations as a reciprocal transaction, page to screen but also screen to page. While most contemporary scholarly writing focuses on the adaptations of comics into films, downplaying the importance of the steady output of "graphic novelizations", Davis examines the circulation between comics and films as part of a two-way system. There are historical reasons for the dominant focus on a specific direction of circulation, as publishers themselves now suggest that regular film adaptations may have become obsolete. However, Davis demonstrates that even unimaginative commercial transpositions of films into comics conform to Linda Hutcheon's definition of adaptation as "repetition without replication" (Hutcheon 2006: 173) and are worthy of critical and historical attention.
Movie Comics is primarily a cultural history of theses adaptations. It is interested in the films and comics themselves, but also in "the industrial factors surrounding
[them] and their source material, the adaptive strategies that emerged, and the contexts of reception in which they were consumed" (Davis 2017: 9) . The book draws abundantly from contemporary sources, in particular trade journals, to call attention to the discourses surrounding these adaptations and to the concerns of the various industries which produced them. Davis also relies from a wide array of sources about comics, ranging from general histories (Gabilliet 2010; Gordon 1998; Howe 2013) to formal theories (Groensteen 2007 ) and author interviews. The lack of established trade publications for comics in the period under study provides a perceptible imbalance in the description of the two media, but the book strives to correct it whenever possible.
Movie Comics is organized in a chronological manner. For each of the three decades studied, a chapter on comics-to-film (then television) adaptations is followed by in the comics industry at the time. These external discourses even allow him to compensate for the biases of modern aesthetic judgements on such dated cultural objects as the superhero serials of the 1940s. His reading of the Batman serial runs against the grain of fan valuation (Davis, 2017, pp. 100-101) , and his unearthing of contemporary descriptions of George Reeves as a "spitting image of the comic strip drawing" in the Adventures of Superman TV show may also run against the modern viewer's judgement (Davis 2017: p. 196) . Both examples show a keen attention to the recreation of a cultural context in which these adaptations can be fully understood.
Movie Comics also pays close attention to a variety of remediation strategies, which have less to do with adaptation than with the way each medium represents the other. His examination of the pseudo-films and specifically pseudo-television shows reveals a lot about the relative states of the mass media, in spite or perhaps more accurately because of the striking blandness of the comics he studies. Reciprocally, the attention Davis devotes to the strange choice of using animated characters in lieu of filmed special effects in the 1948 Superman serial testify to the then unrivaled capacity of comics to produce fantastic images. Again, these variations are carefully contextualized by a study of the ancillary discourses surrounding these remediations, such as the recurring claim that films would bring comics characters "to life". Early in the book, Davis announces his intent not publish a catalogue but to offer a detailed narrative from which "patterns" emerge (Davis 2017: 10) , which can in turn illuminate more recent development. Indeed, the attention paid to case studies and telling details in the context of a legible narrative is the great asset of the book. Movie Comics is perhaps less convincing when trying to tackle adaptation theory in the abstract, as exemplified with the rather summary treatment of the different temporalities of comics and films (Davis, 2017, pp. 76-77) . Conversely, the bibliography omits such prominent adaptation theorists as Linda Hutcheon, Thomas Leitch or Robert Stam.
As can be expected from a text which seeks not only to present case studies, but also to look at "the larger industrial frameworks of how media texts are developed and circulated (Davis 2017: 10) , Movie Comics also eschews discussions of non-American films and comics. A study of transnational adaptations, which blend intercultural and intermedial circulations (there were original strips based on Chaplin's Tramp in Europe, and even European adaptations of American movie serials for instance) thus falls out of the scope of the book. The choice not to include characters and series which originated in radio or in novels before migrating both to movies and comics is more troubling, however. While these examples would undoubtedly have complicated the page-to-screen, screen-to-page dynamic, the absence of Zorro, Tarzan and the Lone Ranger is conspicuous and somewhat problematic.
Given the number of cultural objects under discussion, is probably inevitable that the Movie Comics sometimes feels like an invitation to refer to more specialized writings, such as Scott Higgins's work on the formula of movie serials (Higgins 2016) . Through the images and careful readings it presents, the book also prompts its readers to discover the films and comics themselves, most of which have fallen into the public domain and are readily accessible online. The curiosity which the Movie Comics elicits about these mostly forgotten artifacts testifies to the success of its project: making accessible and understandable a period heretofore covered only tangentially in a variety of cinema and comics histories. The cultural history it presents provides a nuanced and polyphonic account of the practice of adaptation in the middle of the 20 th century, a necessary background for anyone interested in the current surge in the practice and discussions of comics adaptations.
